THE BLACK CONSCIOUSNESS/BLACK AESTHETICS MOVEMENT
The Black Consciousness Movement (B.C.M) and the Black Aesthetics Movements (BAM) had a lot in common. Both of them were fronted by black communities that were both dominated and felt threatened by white/western supremacist communities: blacks in Apartheid South Africa and African Americans in Harlem, New York, USA. In South Africa, B.C.M, as spearheaded by the likes of Steve Biko and Ezekiel Mphahlele, was based on 'a well-conceived Afro-centric philosophy' that made use of traditional modes of thinking and expression (Ngara, 1990, 26) . The works of art that are the product of this movement show an Afro-centred consciousness based on a profound understanding of the culture and cosmology of an African nation. The use of traditional material involved a careful study of the traditional literary traditions, forms and thought (77). Nevertheless, the use of the traditional modes did not necessarily imply a return to the past or even an attempted glorification of it in the same style that SenghorianNegritudism did. Rather, it is more of what we see in SoL where the past, especially its aesthetics, is craftily appropriated to a contemporary situation.
BAM was preceded by the Harlem Renaissance which saw renewed interest in black art and culture in Harlem New York. The Harlem renaissance was a remarkable time when African American artists and intellectuals created memorable standards in all the arts. They challenged white supremacy and paternalism, snubbed mere imitation of western artistic models preferring, instead, black pride and creativity. They declared their freedom of expression, explored their identities as black Americans, and celebrated their black culture that had emerged out of slavery and their cultural ties to Africa. According to Ezekiel Mphahlele (1967, 69) the fact of oppression, black man's rejection by the white man coupled with 'rootlessness' formed the main concerns of Negro protest poetry of this era. Similarly, the BAM spawned writers who encouraged social revolution, even by violent means. Unlike before when the likes of Ralph Ellison wrote to surpass western artistic models that already existed, artists of BAM wanted an original aesthetic that emphasised black personhood as different from the white personhood with Africa serving as the source of inspiration. According to Arthenia Bates (1972), James Weldon Johnson named the source of inspiration to as "Afrocentric tradition" which embraced three main areas: "The use of "dialect" to accommodate the richness and the musical quality of black expression, the use of The Black Experience for black fiction, and the use of Soul in black poetry" (xvii). SoL, published in 1966, a time when BAM was gearing up to its peak, may have, indeed, fallen under the ideological influence of both BAM and the Harlem renaissance. In an article, Godwin Siundu (Saturday Nation, February 6, 2016p19) states that SoL 'pioneered an East African variant of a larger ideological impulse of a black aesthetic that influenced thought and creativity in an Africa alive to race and as a lens of perceiving and appreciating human creativity and industry'.
THE NEGRITUDE MOVEMENT
The Negritude movement came into being as a form of protest to what was perceived as discriminatory and suppressive tendencies that underlay the assimilation colonial policy, as designed and practiced by two main colonial powers in Africa: France and Portugal. According to RomanusEgudu (1978, 31 ) "negritude as a philosophy or concept is ontological since it foregrounds the cultural being and existence of the "Negro" or black (quoted in Bamgbose 2014, 6) . The proponents asserted traditional African values, albeit in a romantic and overstated manner, in order to counter the alienation and identity crises originating from assimilation policies that were, in their view, designed to make them dependent on the western civilization. According to Ngara (1990, 22) 'an extremist response to an extremist situation, a reaction to the distortions of European cultural imperialism, pushed Negritudism to probable romantic idealism made most evident in the poetry of Leopold SedarSenghor' (23). Senghor 'praised the virtues of the African race in the most magnificent and lavish terms, just as he levels criticism at Europeans for their inhuman treatment of Africans' (24). Senghor (Quoted in Arthenia Bates, 1972) explains the circumstances that led to the birth of Negritudism:
The European experts, artists and writers…taught us to have a better knowledge, not of African life in its living flavour, but in its irreplaceable values of civilization. The role of the Afro Americans was different. They taught us not exactly to rebel morally but rather to organize ourselves socially if not politically, and above all create. (xix)
Senghor is then quoted as having said thus about the influence of the Negro renaissance on them:
The poets of the Negro Renaissance that influenced us most were Langston Hughes and Claude McKay, Jean Toomer and James Weldon Johnson, Sterling Brown and Franck Marshall Davis. They revealed the movement to us while on the move: the possibility in creating first some works of art, of having the African civilization reborn and respected. (xix)
In a way therefore, Negritudism was firmly founded on a conscious, albeit political, rejection of western civilisation with a view of turning tables on European supremacist crusaders, much the same way "Song of Lawino" portrays mimicry of colonialist tendencies by Africans as anathema and a hindrance to future development prospects in Africa. "Song of Lawino" is, however, idiosyncratic in the manner African oral traditions model the poet's choice of both substance and form. Above all, it is evident that what had happened in America among African Americans had a lasting impact on, particularly in terms of ideology, African poets of the 50's, 60's and beyond.
POSTCOLONIAL CRITICISM
Postcolonialcriticism is yet another ideological movement that may have formed an important precursor to SoL.According to Linda Yohannes (2012), although Postcolonial criticism emerged in the form that it exists today only in the late 1970s, the condition it studies (postcoloniality or marginality)began in BC times (10) . Similarly, Leela Gandhi (1998, quoted in Linda Yohannes2012, 13), holds thatpostcoloniality is a situation that occurs due to the collective suppression of the colonial experience in the minds of formerly colonized peoples. In a nutshell, the postcolonial theory is about rejecting all forms of domination and colonialism that are otherwise portrayed as better forms of culture or knowledge; it is a process of emancipation and decolonization. Frantz Fanon (1963) explains that decolonization is 'the secret hope of discovering beyond the misery of today, beyond self contempt resignation'. It is, especially among native writers and intellectuals, about 'renewing contact with the oldest and most pre-colonial springs of life of their people because colonialism is not just about holding people…it turns to their past (colonial) and distorts, disfigures and destroys it'(210). Although anticolonial artistic works in Africa may be traced back to 1920s the first widely acclaimed anticolonial literary work was Chinua Achebe's novelThings Fall Apart (1958). Even those that came later, in the late 1960s and 1970s,SoL included, are still regarded as part of postcolonial literature because they are perceived as fighting some form of domination/marginalization or the other, whether coming from within or outside of the independent states. Fanon, while tracing the three phases of the growth in the consciousness of 'native'anti-colonial nationalist writers, sums up the role of a committed postcolonial writer thus:
Finally, in the third phase, which is called the fighting phase, the native, after having tried to lose himself in the people and with the people, will on the contrary shake the people. Instead of according the people's lethargy an honored place in his esteem, he turns himself into an awakener of the people; hence come a fighting literature, a revolutionary literature, and a national literature. (222/3) It is hoped that based on the above review of both the historical factors and ideological landscape that existed in the run up to the publication of SoL, there existssufficient justification to not only regard the text as a product of a rich mass of ideology but as a form of ideology in itself, hence its lasting influence. We now turn our attention to the authorial ideology that underlay SoL, and its levels of influence on its latter-day poetic progeny, in terms of both content and form.
TRADITIONAL WORLD-VIEW IN "SONG OF LAWINO"
As already indicated above, Song of Lawino was unmistakably dovetailed with the African oral traditions and, in particular, the Acholi oral traditions. It is therefore true that part of the legacy of "Song of Lawino" lies in the manner in which tradition is allowed to influence the poet's message in the text. Mazisi Kunene, quoted in Ngala (1990), while explaining some of the salient features of traditional Zulu literature, identifies its communal nature as its most outstanding feature. He says:
Zulu literature, like most African literatures, is communal. This has fundamental stylistic and philosophical implications. The communal organisation in Africa is not just a matter of individuals clinging together to eke out an existence, as some have claimed, nor is it comparable (except very superficially) to the rural communities in Europe. It is a communal organisation which has evolved its own ethic, its own philosophical system, its own forms of projecting and interpreting its realities and experiences. (78) It may then be construed from Kunene's definition above that African oral traditions were not only functional but also developed with the society; they drew principally from the realities of the communities and helped those communities to interpret, make sense of and hence survive in those changing realities. By nature, therefore, the traditional songs were public in both the manner they were conceived or composed as well as how they were delivered andappreciated. First, the oral artist picks the contents for his/her songs from pertinent issues that the target audience members can identify with. The contents were then delivered in a pleasant rhythmic manner so appealingto the listeners as to provoke a concordat response. On his part, Steve Biko (1978), spells out the role of the traditional oral poet thus:
Nothing dramatises the eagerness of the African to communicate with each other more than their love for song and rhythm. Music in the African culture features in all emotional states. When we go to work, we share the burdens and pleasures of the work we are doing through music…. Battle songs were a feature of the long march to war in the olden days. Girls and boys never played any games without using music and rhythm as its basis. In other words, with Africans, music and rhythm were not luxuries but part and parcel of our way of communication…the major thing to note about our songs is that they never were songs for individuals. All the songs were group songs. Tunes were adapted to suit the occasion and had the wonderful effect of making everybody read the same things from the common experience. (42-3) SoL is communal in the sense that it deals with real issues that are in public domain as opposed to private or introspective matters. The poet has chosen to address issues that are controversial but instead of providing answers arrived at meditatively; he chooses to leave it to the public (his audience) to pass a judgment from where they stand. NgugiwaThiong'o, as quoted in the introduction toSoL, acknowledges what he regards asOkot's ground-breaking genius:
He (Okot) has also a gift, too rare in most writers, of creating characters who live, exist, breathe, independently of the author; characters moreover, who are at the centre of pressing moral debate. (9) It is also revealed in the same preface that SoL 'is modelled on a traditional marriage tribunal that was set up by family members to arbitrate when a couple had martial problems' (5). In a way, this strategy not only indicates that answers are not with the poet or even the litigant, Lawino, but with the listeners and the audience. It also infuses SoL with a sense of traditional democracy. This is important because it allows the 'audience' to identify both the weaknesses and strengths of the case being built before arriving at a well considered ruling. Much as this may indeed be a source of disappointment to those who expect all the answers to all the concerns of the poet's time-be they political, gender-based, social or economic--.It, howeveris the whole mark traditional democracy; no one had a monopoly to knowledge, there was no room for premeditated answers. Everything was decided within its own context. Perhaps, without belabouring the point, one could conclude that Okot, like a good traditional bard, knows that, in the words of Maya Angelou, a bird does not sing because it has all the answers but simply because it has a song, a unique experience.
Another strategy that Okot employs may be witnessed in the manner he handles information. He tries to be as candid to situations as is possible withinthe circumstances. Artistic truth in "Song of Lawino"is not necessarily irrational. Okot, clearly, has chosen not to explore the limits of his poetic licence. This is particularly consistent with, as pointed out above, his attempt to be impartial or democratic in the manner he presents Lawino's concerns. The truth of the matter is that in the wake of independence, there existed a class of 'native bourgeois' who were eager to not only feel the vacancy left by former colonial masters but also desired to be treated as more equal than the commoners. Among the new native bourgeois, acting like and speaking the colonial lingo fluently became desirable. They could take pride in their inability to take part in the dances of the 'natives'; they could 'understand' but not communicate using the tribal lingo. They detested the traditional cuisine and preferred French fries and pizza instead. In short they could not allow themselves to like or do the same things the natives liked or did; they did everything to either look like the white man or at least look different. This is, of course, a betrayal of the sacrifices made by the now illiterate and forgotten native freedom fighter as represented in SoL by Lawino.
In 'My Husband's Tongue is Bitter', Lawino decries her husband'salienation and cruelty in a manner that is convincing and believable. She goes:
Ocol Lawino, in a continuing streak of honesty and openness bordering on naivety, puts clear all the facets of the traditional life that she is used to and understands impeccably well. She is not in any way afraid of looking ignorant: I confess, I do not deny! I do not know How to cook like a white woman. I cannot use the primus stove I do not know How to light it, And when it gets blocked How can I prick it? The thing roars Like a male lion, It frightens me! As it is clear above, Lawino's tone is not guarded or pretentious; her admission to ignorance is almost involuntary. Hence, the audience would be more disposed to accept not only her side of the story but also the virtues of the worldview she represents.
The same approach is evident in 'The Mother Stone Has a Hollow Stomach':
The white man has trapped / And caught the Rain-Cock And imprisoned it in a heavy steel house. Yet again,Lawino's unusual degree of honesty endears her to the audience.This strategy, which has its roots in the traditional set up, is quite effective because it affords the audience afeeling of participating in deciding which of Lawino's believes andpractices they may have room for in their modern setting and which ones they may not. This, in a way, advocates for the restoration of valuable traditional values without seeming to do so and in a rather democratic way. With the trust of the audience won, Lawino then moves to make a case for practical traditional practices that should not be sacrificed simply because times have changed. Lawino proceeds with a most diplomatic tone: A common feature running through the above examples is the audience's invitation by the poet/persona to join in a debate on an issue with clear public implications. The audience is then expected to give a well thought out response upon carefully considering the persona's submissions.
Similarly, Henry Barrow's 'Building the Nation', which reflects East Africa's post-independence economy and politics, fits in the category of poems that endeavour to remain true and realistic to the contexts they seek to depict: Evident in the above examples is the poets' democratic stance in the presentation of ideas. The readers are presented with true to life scenarios and then left to pass judgement on them. Below, we turn our attention to the lasting impact of Okot's experimental aesthetic choices.
AESTHETIC EXPERIMENTS IN "SONG OF LAWINO"
One of the more outstanding features of language use in "Song of Lawino" is the bold diction. In her paper, Monica Mweseli (1992) attributes Okot's stylistic ingenuity to his 'success in experimentation with oral literature, and, in general, his creative imaginations' (165). The said experimentation is particularly evident in his successful use of images that are traditionally considered offensive, even as 
It may be noted that Okot'sbold choice of imagery is not necessarily rude but, rather, an attempt to suit language to purpose. He uses language as a traditional elder could, devoid of unnecessary superfluities and clear to the point. Such use of language is also a sign of maturity and faith in the reader's sense of judgement. In traditional contexts, such use of language carries a liberating effect. It signals the audience not to expect glamorous and colourful expressions at the expense of the weighty matters at hand. This approach is upheld when the poet uses vocabulary from the Acolidialect and leaves the reader to infer their meaning from their context. 
"Song of Lawino"is full of similes that make use of unfamiliar local imagery but in a refreshingly shocking manner. Another feature of Okot's experimental expression is evident in his heavy use of description that is aimed at drawing a clear contrast of the situations he seeks to depict. Some of these descriptions are exceptionally allegorical. In 'There is No Fixed Time for Breast Feeding' Lawino goes:
We all know the moon-/It elopes,/ climbs the hill/ And falls down;
It lights up the night,/ Youths like it,/ Wizards hate it,/ And hyenas howl
When the moon/ Shines into their eyes.
Periodically each woman/ Sees the moon,/ and when a young girl
Has seen it/ For the first time/ It is a sign/ that the garden is ready For sowing,/ and when the gardener comes
